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PREFACE 
J. D. Salinger has earned many reputations, but his 
growing reputation as an unrelenting social critic is per¬ 
haps the most outstanding. There are manifestations of re¬ 
bellion in most of Salinger’s works. Based on the Rousseau- 
istic concept of man born good and corrupted by institutions, 
J. D. Salinger criticizes almost every aspect of American 
culture. Whether attacking public customs or condemning so¬ 
cial institutions, which he believes to be corruptors of child¬ 
hood innocence, Salinger constantly plays the role of social 
critic. 
The present study is by no means to be taken as a com¬ 
plete survey of all the manifestations of rebellion in Salin¬ 
ger’s fiction, nor is it to be taken as a Salinger allusion 
book. It is limited to a consideration of the aspects of so¬ 
cial criticism in the small body of Salinger’s fiction and 
more specifically to it’s treatment in The Catcher in the Rye, 
Salinger’3 only novel to date. 
Because of Salinger's contemporaneity, I have seen fit 
to write an exhaustive introduction in order to place him in 
literary perspective. In it I have contrasted the two major 
phases of Salinger’s work in terms of the leading critics' 
views on the Salinger situation. In the investigation of 
Salinger's critics, I have found that there are two major 
ii 
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schools of thought about the meaning of his fiction. I have 
elected to call these schools of thought "left-wing" and 
"right-wing." The "left-wing"critics argue that Salinger is 
a protest writer and a sociological novelist, whereas the 
"right-wing" critics see him as a religious novelist. In 
this study I have chosen to identify with the "left-wing" 
critics and to defend Salinger as a social critic. 
In Chapter II, I have treated Salinger’s fiction as an 
attack on American culture. This has been achieved by point¬ 
ing out Salinger's rebellion against materialistic preoccupa¬ 
tion in our culture, and by exploring Rousseauism as the back 
ground for his attitude about the institutions which he criti 
cizes. 
I have limited Chapter III to an evaluation of The 
Catcher in the Rye, as Salinger's major expression of social 
criticism. Holden Caulfield's rebellion against the order 
of things, in effect, summarizes Salinger's stand against 
society. 
Chapter IV is an assessment of Salinger's technique 
for making his attacks on society. This chapter is not to 
be read as an over-all study in structure, for it is limited 
to an explanation of the nuances of style and temperament 
which make Salinger's attacks on society so effective. 
I would like to thank my adviser, Professor Thomas D. 
Jarrett, for his capable assistance in making the completion 
of this study possible. 
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CHAPTER I 
INTRODUCTION: CRITICS AND THE MEANING 
OF SALINGER'S FICTION 
J. D. Salinger is one of the most controversial 
writers of the mid-twentieth century. He represents the 
generation of the second rather than the first world war. 
No contemporary American writer has tried as hard as 
Salinger to stay out of the public eye. Yet his desire 
for privacy and his inaccessibility and reticence has 
created so much curiosity about his personal life that he 
receives more publicity than any other writer of his period. 
On the dust-j'acket of his second book Franny and 
Zooey, Salinger wrote: 
It is my rather subversive opinion that a writer's 
feelings of anonymity-obscurity are the second-most 
valuable property on loan to him during his working 
years. My wife has asked me to add, however, in a 
single explosion of candor, that I live in Westport 
with my dog. 
Mr. Salinger thus aligns himself with a small group of con¬ 
temporary writers such as the late WTilliam Faulkner, who re¬ 
sists the trend toward pedestal-standing and grandstanding in 
the Hemingway tradition.^ Students of Mr. Salinger's work 
^■J. D. Salinger, The Catcher in the Rye, ed. Richard 
Lettis (New York: Barron's Educational Series, 1961}.), p. 1. 
1 
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must respect his wishes, but before his retreat to seclusion 
enough facts were available about his early life to make the 
record quite clear. 
"In the years since the publication of his first book 
and only self-contained novel, The Catcher in the Rye, Jerome 
David Salinger has become something of a legend and a lively 
target of controversy." Unlike Fitzgerald and Hemingway, how¬ 
ever, he has achieved notoriety not through a glamorous public 
image but in absentia.'*’ It is this deliberate inaccessibility 
that has led one critic to refer to him as "the Greta Garbo 
of American letters." 
"In Holden Caulfield and later, in the "mad" and "crazy" 
Glasses, he has suggested a portrait of the sensitive young 
American, postwar version, which some have swallowed whole 
p 
and others denounced as phony.Although Catcher has sold 
in the millions and has been widely read abroad, its author 
lives simply. Since 1953, he has secluded himself in a one 
story house in Cornish, New Hampshire, writing his stories 
and books in an adjoining skylit cell. He has given out no 
statements to the press and supplied the barest biographical 
information to his publisher. This includes the following: 
He was born in New York City in 1919 of Jewish and Scotch- 
Irish extraction. After attending public school there, 
he entered Valley Forge Military Academy at the age of 
^"Donald Barr, "Ah, Buddy: Salinger," The Creative 
Present, ed. Nona Balakian and Charles Simmons (îvfew York: 
Doubleday & Co., Inc., 1963), pp. 25-26. 
2Ibld. 
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fifteen graduating in 1936. Briefly he toyed with the 
idea of joining his father's Polish ham business and with 
this in mind he took a trip with him to Vienna in 1937. 
But returning that same year to New York, he instead reg¬ 
istered at Columbia and took a course in short story writ¬ 
ing under Whit Burnett. Though drafted in 194-2, he con¬ 
tinued writing and his stories appeared successively in 
Story magazine, the Saturday Evening Post, and The New 
Yorker, however, it was with the latter that he built his 
reputation, even before his first book was published, as 
a writer of polished and subtle short stories. Mr. Salin¬ 
ger served in the Army from 194-2-194-6, participating in 
most of the European campaigns, and ended the war as staff 
sergeant. Before returning to New York, he was briefly 
married to a European Physician. Soon after the war, as 
an habitue of Greenwich village, he soon discovered Zen, 
a philosophy which was to significantly influence his 
later writings. 
Possibly under the influence of this oriental philoso¬ 
phy, and because he was now completely absorbed in his writ¬ 
ing, he began a series of withdrawals. He lived for a while 
in Tarrytown, then in Westport, Connecticut, and finally re¬ 
tired in Cornish, where even his closest neighbors do not 
know him. In 1955» he married an English-born Radcliffe 
graduate, Claire Douglas. They have two children, a boy and 
p 
a girl. 
Salinger's entire reputation rests on four books: The 
Catcher in the Rye, his only complete novel to date; Franny 
and Zooey, a combination of two short stories originally 
published in The New Yorker; Nine Stories, a collection of 
all that Salinger wished to preserve of his early short 
stories; and Raise High the Roofbeam Carpenters and Seymour 
1Ibid., p. 26. 
2Ibid., p. 30. 
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and Introduction, also a combination of two stories. He has 
written a great deal more, but Donald Barr, among other crit¬ 
ics, is of the opinion that "the other work is forgotten as 
thoroughly as if he had published it under a pen name." 
As bias been said before, it was with The New Yorker 
that Salinger established his reputation, and he is consequent 
ly, classified as a member of The New Yorker school of fiction 
"He began writing for the mass-innocent audience of Collier *s. 
and the Saturday Evening Post, and the mass-sophisticated 
audience of Esquire, then progressed to the Book-of-the- 
Month Club and the class-sophistication of The New Yorker."^ 
It is apparent when reading Salinger, that the changes in 
his work accompanied the changes in his audience. This is 
important, for one must distinguish between the audience a 
writer writes for and the audience he reaches. 
In his second phase which began after the 1945 publi¬ 
cation, "The Last Day of The Last Furlough," the prologue to 
The Catcher in the Rye, Salinger reached the curious position 
between "mass and class" which is characteristic of New 
Yorker Stories. 
New Yorker people say there is no special kind of story 
that one could refer to as a "New Yorker Story." But Donald 
Barr insists that it is worth describing anyway. He describes 
The New Yorker of the 1940's as a tight souled snobbish story 
in which embarrassment replaced all other emotions - 
1Ibid., p. 31. 
embarrassment at emotion itself - and its humor as "the ironic 
exposure of ignorance or dullness." It was "realistic," that 
is, "It found wisps of tragedy, and even a modest heroism un¬ 
der commonplace surfaces, instead of embodying universal 
themes in striking or mythical events as Shakespeare or Homer 
did. Thus it depended on observation rather than invention. 
Many New Yorker writers developed virtuosity in using details- 
using brand names, gestures, turn of phrases, and patterns of 
thought, "all pregnant trivialities to make the surface com¬ 
monplace . "^ 
The New Yorker story tended to imply rather than to 
state, to develop revealing scenes rather than to use narra¬ 
tive summary, to use first person instead of allowing the 
narrator to flit omniciently from point of view to point of 
view. It was written in clear effective English. 
Most of Salinger's stories fit the New Yorker pattern. 
His best story for the magazine, "A Perfect Day for Bananna- 
fish," for example, fits well within the New Yorker modalities 
Seymour Glass, the husband who shoots himself, is the New 
Yorker hero. The plot development follows the New Yorker 
pattern. The story is implied rather than stated. For 
example, Seymour's encounter with the precocious child Sybil 
is an implied prologue to his later suicide. 
In his third phase, however, January 1953» when the 
New Yorker published "Teddy" a complicated and unsuccessful 
1 Ibid., p. 32. 
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attempt to render mysticism, clairvoyance, and religious res¬ 
ignation in the person of a small boy on an Atlantic liner, 
Salinger betrays a "real impatience1 with the New Yorker tone. 
Therefore, it can be said that this impatience was parallel 
with his religious conversion. 
Salinger worked on The Catcher in the Rye for about ten 
years, and when it appeared in 1951» it evoked both critical 
and popular acclaim. "Here was a fresh voice," said Clifton 
Fadiman in The Book-cf-the-Month news. "One can actually 
hear it speaking, and what it has to say is uncannily true, 
perceptive and compassionate." "The novel was brilliant, 
funny, meaningful," said I. N. Behrman. "It was probably 
the most distinguished first novel of the year," said Charles 
Poore in Harper's magazine. "The real catch in the Catcher" 
said Time "was novelist Salinger himself, who could under¬ 
stand the adolescent mind without displaying one."^ 
When The Catcher in the Rye was published, Salinger's 
short stories had already created a stir in undergraduate 
circles, particularly in women's colleges. Salinger was the 
spokesman for the Ivy League Rebellion during the early 
fifties. He had come to express, apparently, the values and 
aspirations of college youth in a way that nobody but F. 
Scott Fitzgerald had done as well. He is interesting to 
read for this reason, and because he is the leading light 
■^Maxwell Geismar, "J. D. Salinger: The Wise Child and 
The New Yorker School of Fiction," American Moderns from Re¬ 
bellion to Conformity (New York: Hill & Wang, 195&), p. 195* 
7 
in the New Yorker school of writing,^- 
J. D, Salinger has perhaps gained from countless thou¬ 
sands the sense of identity that his most celebrated charac¬ 
ter, Holden Caulfield, would like to have with the author of 
a book that he likes: 
"What really knocks me out," (says Holden), "is a book 
that, when you’re all done reading it, you wish the 
author was a terrific friend of yours and you could call 
him on the phone whenever you felt like it."^ 
Salinger's reticent attitude, however, would obviate the 
possibility of any such intimate contact with his readers, 
even if such contact were reasonable. 
No other contemporary author has evoked so much adula¬ 
tion, so much devotion, or so much curiosity. The Catcher 
in the Rye has seemingly become as much a part of growing 
up in the U. S. as learning to drive an automobile, or 
having one’s first drink, Caulfield's adventures of mind 
and body are, moreover, unique enough to make The Catcher a 
required supplementary text in several College-level Psy- 
chology courses/ 
Salinger’s obvious talent as a writer and the vast, 
almost clannish audience which awaits each new word from 
him, have made Salinger a favorite target for literary 
1Ibid, 
2 
J. D, Salinger, The Catcher in the Rye (Boston: 
Little Brown & Co,, 195l)> p. 50, All quotations from The 
Catcher used in this paper are taken from this edition, 
O 
•^Lettis, op,cit,. p, 5* 
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critics. In view of the fact that he has written only one 
novel and some twenty-nine stories to date, the critical 
guns that have been turned on him are even more impressive. 
The man is then a phenomenon as well as a literary figure. 
Controversy is the keynote of most Salinger criticism, 
but all the critics agree that, while Salinger is unquestion¬ 
ably a favorite of the younger generation, he has great mean¬ 
ing to readers and critics of all schools of thought. 
Henry Grunwald states that "there is a feeling in many 
quarters that altogether too much fuss is being made over 
Salinger."^ For example, George Steiner expressed his irri¬ 
tation about the matter several years ago in The Nation, when 
he castigated "the Salinger Industry." The writer feels 
that Steiner is right in seeking to put Salinger in perspec¬ 
tive and in suggesting that he falls short of Dostoevsky or 
Mark Twain, but on the other hand he is wrong when he accuses 
Salinger's audience of being "by any ordinary tokens largely 
illiterate."^ While Steiner may be justified in classifying 
Salinger as a 'good minor writer,' the extraordinary thing 
about Salinger is that somehow he will not stay classified. 
As Grunwald puts it, "in Salinger's work, the sum of the 
^Henry Anatole Grunwald (ed.), Salinger, A Critical 
and Personal Portrait (New York: Harper & Row Publishers, 
Inc., 1962), p. 9* 
p 
George Steiner, "The Salinger Industry," The Nation, 
CLXXXIX (November Uj., 1959), p. 3b0. 
3Ibld. 
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parts add up to more than the whole.The writer finds it 
easy to agree with Mr. Grunwald, on that point, because there 
are other "good minor" writers whose work may be better than 
Salinger's but who can not hold their reader's imaginations— 
or for that matter, irritate them in much the same way. 
Mr. Grunwald denies the existence of a Salinger cult: 
"In short if there is a Salinger cult, the hostile as well 
as the friendly critics are caught up in it." But to say 
that a Salinger cult exists, even at times a ridiculous one, 
is not to dispose of Salinger or to diminish him. The fact 
merely illustrates the author's power to give reality to his 
creatures, and to invent characters who enter into the read¬ 
er’s mind and there assume a life of their own. 
Many critics including Maxwell Geismar, complain that 
o 
"Salinger's characters exist in a sociological void,""^ and 
that they are not rounded fictional creations, with their 
environment, their friends and foes, their politics, their 
jobs, their psychological case histories, and their sex 
lives all in place. In a recent essay on "Characters in 
Fiction" Mary McCarthy complains that The Catcher in the Rye 
compels admiration more as a feat than as a novel, like the 
performance of a one armed violinist."^ Miss McCarthy's 
■^Grunwald, op.cit., p. 11, 
2 
Grunwald, op.cit., p. 12, 
■^Geismar, op.cit., p. 197* 
^■Mary McCarthy, "Characters in Fiction," Harper's, 
CCXX (March, I960), 92. 
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argument goes to the method of first-person narrative. She 
feels that such modern writers as Saul Bellow, Vadimir 
Nabokov, Salinger and McCarthy in such books as The Adventures 
of Augie March, Lolita, The Catcher in the Rye and A Charmed 
Life are really attempting impersonations or ventriloquial 
acts.^ She feels that this device is too laborious and too 
private, that it robs the author of objectivity and the 
characters of reality. 
The writer has observed that whatever their differences, 
most Salinger critics have two things in common. First, they 
are at a loss when it comes to comparisons. The writers to 
whom Salinger is most frequently compared are Scott Fitzgerald 
and Ring Lardner, but in addition there is an almost frantic 
search for models, parallels, or at least echoes, and the 
search takes in everyone from Tolstoy to Kerouac. It can be 
said that this is in part a tribute to Salinger’s originality. 
Second, the critics all quote from Salinger at great length. 
One reason for this perhaps is that Salinger is not easily 
described. 
Salinger is most strongly linked to Fitzgerald. In 
The Great Gatsby, Fitzgerald could take a very obvious the¬ 
atrical device, the all seeing eyes of Dr. T. J. Eckleburg, 
and make it work. Similarly in Zooey Salinger employs the 
theatrical trick of the telephone in the unused room and 
makes it work almost as well. In The Last Tycoon, Fitzgerald 
1Ibld. 
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managed to give stature, dignity and reality to a motion 
picture producer, a nearly impossible accomplishment. On a 
lesser scale, Salinger, is as successful in overcoming this 
handicap with Zooey, the television actor. Both Fitzgerald 
and Salinger seem to have an inner conviction about their 
stories and their characters which is comparable to the 
successful comedians profound conviction that the joke he is 
telling is funny. 
Salinger criticism has been expectorated at such a 
pace that it has taken several different ideological and 
philosophical directions. It might be said that some of 
his critics are "left-wing," and some are "right-wing." On 
the left are the critics who regard Salinger as a sociologi¬ 
cal writer whose theme is man vs. society, the individual vs 
conformity. Thus David Stevenson entitles an essay on Salin 
ger "The Mirror of Crisis," meaning specifically the crisis 
of mid-twentieth century American life.^ Stevenson approves 
of Salinger, but most of the other sociology-minded critics 
disapprove• 
Geismar sees in Holden Caulfield "the differential re¬ 
volt of the lonesome rich child, the conspicuous display of 
p 
leisure class emotions." 
The writer is in disagreement with one particularly 
"4)avid Stevenson, "J. D. Salinger; The Mirror of 
Crisis," The Nation, CLXXXIV (March 9, 1957), 215. 
O 
Geismar, op.cit., p. 198. 
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disgruntled critic Isa Kapp who complains flatly: "You can¬ 
not find out much about society from Salinger."^ The writer 
is of the opinion that here Salinger is being blamed for not 
being what the critic wants him to be, or perhaps not saying 
what he wants him to say. The fact that Holden Caulfield 
and Franny Glass refuse to compromise with society bespeaks 
the fact Salinger is saying something about it. Therefore, 
one can, through Salinger's characters, at least find out 
what he does not like about society. 
There are those who feel that the "Right-wing" critics 
have the better argument. They see Salinger as a religious 
novelist. Josephine Jacobsen probably carries this approach 
to the utmost when she discerns in Salinger the theme of 
"incarnation, the revelation through matter of spirit . . . 
the gift made flesh." The main Salinger theme she feels is 
2 
the human exchange of beatific signals. Thus it can be 
said that the "Right-vfing" critics are attempting to prove 
that Salinger is not a sociological novelist. 
Henry Grunwald states flatly that: "Salinger is 
simply not a sociological novelist or a protest writer. 
Ihab Hassan puts it "The Glasses tell us more about the 
darkness of love and self-hate than about the conditions of 
^Isa Kapp, "Salinger's Easy Victory," The New Leader 
(January 8, 1962), p. 130. 
p 
Josephine Jacobsen, "Beatific Signals: The Felicity 
of J. D. Salinger," The Commonweal, February 26, I960, p. 50. 
o 
^Grunwald, op.clt., p. 15. 
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an urban Jewish family in mid-century America.Grunwald 
further states that "Salinger does not give us a critical 
description of social life but an exploration of the inner 
life."2 
Left or Right, however, one must keep in mind the fact 
th8t though the body of Salinger's publications is small, 
there are still different phases in his work. The theme of 
alienation, man vs. society, the individual vs. conformity 
are at the root of all of his earlier stories, including 
The Catcher in the Rye, his only novel to date. The Catcher 
is definitely a protest against the academic and social con¬ 
formity of the period. Holden Caulfield makes no effort to 
compromise with society or to render himself clairvoyant as 
does Salinger's later creation Teddy. 
Love towards all humanity rather than love directed 
towards just a few cherished individuals, represents a fur¬ 
ther development in Salinger's later work. The most obvious 
example is "Franny" first published in The New Yorker in 1933. 
Franny is the youngest member of the now famous Glass family, 
all of whom were child prodigies and all of whom appeared on 
the quiz show, "It's a Wise Child." 
Franny retreats to her Manhattan family home on the 
"^Ihab Hassan, "J. D. Salinger: Rare Quixotic Gesture," 
from Radical Innocence: Studies in the Contemporary Ameri¬ 





brink of a nervous breakdown after a disastrous college week¬ 
end. She is beset by boorish associates and academic mug¬ 
wumps. She has some affection for this world, but wants to 
embrace it on her own terms. But like Holden Caulfield be¬ 
fore her, she has had her fill of a world preoccupied with 
materialism, and she is sickened by the pretense and con¬ 
formity she sees around her. Her brother Zooey persuades 
and cajoles her out of having what he terms a "tenth rate 
nervous breakdown." He manages to do this by explaining to 
Franny the importance of loving those people that their older, 
now dead, brother Seymour referred to as the Fat Lady:'*' 
I'll tell you a terrible secret- Are you listening to 
me? There isn't anyone out there who isn't Seymour's 
Fat Lady that includes your Professor Tupper, Buddy. 
And all his goddam cousins by the dozen .... Don't 
you know that goddam secret yet? . . . don't you know 
who that Fat Lady really is? .... Ah, Buddy. Ah, 
Buddy, it's Christ Himself. Christ Himself Buddy. 
The Fat Lady was Seymour's symbol for humanity. The revela¬ 
tion that the Fat Lady not only represents humanity, all of 
mankind, but Christ Himself brings Franny back to embrace 
the world with new tranquillity and love. She has discovered 
a universal love which is quite different from Holden's re¬ 
jection and disillusionment. 
The Critic Ihab Hassan observed that this development 
of mysticism in Salinger's work reflects a development in 
his thinking. The return to childhood or adolescence has 
■*"J. D. Salinger, Franny and Zooey (Boston: Little 
Brown & Co., 1962), p. 133» 
i5 
been replaced by a kind of mystical acceptance of, and love 
for mankind--this mysticism according to Hassan, is "the last 
resort of innocence. 
In his essay on Salinger, Donald Barr confirms that 
"this mysticism aims not at a rejection of the world, a flight 
from life, but an affirmative feeling for life that transforms 
2 
it to the terms of its essential godhead and gives peace." 
Mysticism is the link between Salinger's preoccupation 
with childhood—representing truth and innocence, and the 
need to love all mankind. As such it gives full body to 
Salinger's work. A protest against the pretense and shallow 
conformity that mars the world is accompanied not only by a 
sense but a need to love mankind. And that love, condescending 
or not, helps to give Salinger's later characters a place and 
a sense of identity which Holden Caulfield so desperately 
sought in the world around him. 
Therefore, instead of existing as polarities—extreme 
left, and extreme right,—the Salinger critic should recog¬ 
nize the fact that the two aspects of the man's work are 
present in both the early and later writings. In other 
words, there seems to be a need for the "left-wing" and the 
"right-wing" critics to acknowledge the common bond between 
their causes. 
■^Hassan, op.clt. f p. 279. 
^Donald Barr, "Saints Pilgrims and Artists," The Com' 
monweal, LXVII (October 25, 1957), 90. 
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There are countless other literary discrepancies which 
could be expurgated from the rapidly growing canons of Salin 
ger criticism; but they would show much the same as has been 
shown above. That is, that J. D. Salinger, a figure whose 
growing popularity is based on his propensity to write and 
sell good fiction, is more complex than he appears on the 
surface, and should not be taken lightly. 
The writer will admit, however, that even though the 
strong nexus exists between the two major phases of Salin¬ 
ger's work, it does not obviate the fact that his philosoph¬ 
ical and mystic preoccupations got the better of his crafts¬ 
manship. 
CHAPTER II 
SALINGER’S FICTION AS AN ATTACK ON 
AMERICAN CULTURE 
It has been pointed out in the introductory chapter 
that Salinger’s critics hold divided attitudes about the 
meaning of his fiction. One school of thought contends 
that Salinger is a religious novelist and another argues 
that he is a sociological novelist and a protest writer. 
Now, the thesis of the present study is that J. D. Salinger 
is a social critic and a protest writer; therefore, the writ¬ 
er proposes to identify with the uleft-wing" critics who see 
him as a writer whose theme is man vs. society, the individ¬ 
ual vs. conformity. In this chapter the writer proposes to 
show that Salinger’s fiction is an attack on American culture, 
while Chapter III will be devoted to The Catcher in the Rye 
as Salinger's major expression of rebellion against academic 
and social conformity. 
Just as one inspecting real estate must seek some prom¬ 
ontory from which to get the lay of the land, the researcher, 
trying to see an author’s work in perspective, seeks some 
central document that provides a focal point from which the 
others may be viewed. Furthermore, since the work of any 
considerable writer is likely to exhibit a subtly varied 
surface that conceals a complex sub-surface structure rather 
17 
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than be marked by a single conspicuous feature, more than one 
of his works may prove a useful starting point for organizing 
purposes. So far most studies of Salinger's work have begun 
with The Catcher in the Rye. But the writer proposes to work 
with selected stories in this chapter, and to devote Chapter 
Illto The Catcher in the Rye. 
An attempt to explore Salinger's milieu reveals that 
he is very topical in that his objections refer mainly to 
the problems created and faced by 20th Century Americans. 
Consequently, this chapter is appropriately entitled "Salin¬ 
ger's Fiction as an Attack on American Culture." 
Twentieth Century American Culture reflects an excel¬ 
lence of taste acquired by acute intellectual and aesthetic 
training. It is an age in which scientific discovery and 
space investigation have placed man in a complex stage of 
advancement in civilization. But, as scientist are the first 
to admit, science is a method of acquiring knowledge, not a 
source of the values by which men live. The values of any 
culture whether they be moral, religious, political, educa¬ 
tional or philosophical are determined by man's reaction to 
his own accomplishments. 
Joseph Wood Krutch in his book The Modern Temper argues 
that 
Contemporary literature reflects the progressive disen¬ 
chantment with the world which science has helped to 
bring about. Specifically he points out that "we no 
longer can enjoy tragedies—or even understand them. 
The plays of Sophocles and Shakespeare are documents 
instead of dramas, because the assumptions on which 
19 
they are based are no longer believed. 
Jerome David Salinger falls in the light of Mr. Krutch's ar¬ 
gument, for he too is in the tradition of those contemporary 
writers who express a disenchantment with the world. It is 
indeed only at a certain stage in the development of the 
realistic intelligence of a people that the tragic faith can 
exist. J. D. Salinger's argument is that a too sophisticated 
society like "ours" has outgrown not merely the simple opti¬ 
mism of the child but also that vigorous, adolescent faith 
in the nobility of man which marks a Sophocles or a Shake¬ 
speare. This attitude of Salinger's will receive full treat¬ 
ment in Chapter III of the present study. 
One significant point about the satirist and the social 
critic is that he cannot accept the physical reality of the 
world; therefore, he purges himself of his contempt by in¬ 
corporating his criticisms in a work of art. A perusal of 
the fiction of J. D. Salinger reveals that he is amusingly 
disgusted with twentieth century American society. Salinger 
criticizes everything from the excessive use of tobacco to 
the institution of religion. His favorite word for con¬ 
demning American society is "phony." 
According to Edward Corbett in an article entitled 
"Raise High the Barriers Censors," Holden Caulfield uses 
the word "phony" or some derivative of it at least 44 
■'"Joseph Wood Krutch. The Modern Temper (New York: 
Harcourt Brace & Co., 195b), pp. E33-3&* 
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time s. ■*" Phoniness is the generic term that Holden uses to 
cover all manifestations of hypocrisy and speciosity. He is 
genuinely disturbed by such manifestations so much so that to 
use his own forthright term, he wants to "puke." The initial 
complaint of most of Salinger’s heroes and heroines is that 
society is phony. They are sickened by the preoccupation 
with materialism and the social conformity which they see 
around them. A story first published in Collier’s called 
"Personal Notes of an Infantryman" marks the first use in 
print of the word millions would later regard as Salinger's 
2 
trademark—"phony." 
Much about Salinger’s notion of "phoniness" and his 
preference for narrators who speak colloquially is suggested 
by the association that he makes between "phoniness" and the 
phrase "long-haired," so often used contemptuously to describe 
non-conformists dedicated to serious art. 
One significant point about Salinger as a writer is 
that he tries to practice what he preaches. He is one of the 
few artists in America today who is truly dedicated to his 
art. Salinger is dedicated to the point that he secludes 
himself in a fenced-in home in New Hampshire where he refuses 
to communicate with the public. He even refuses to allow his 
■^Edward Corbett, "Raise High the Barriers Censors," 
America, CIV (January 7» 1961), IjJpl. 
^Warren French, J. D, Salinger, ed. Sylvia Bowman 
(New Haven: College & University Press, 1963), p. 65. 
3Ibid. 
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stories to be reprinted in anthologies or to sell the movie 
rights to them. The only story Salinger has permitted the 
movie industry to film was "Uncle Wiggily in Connecticut.""*" 
This story was made into a movie called "My Foolish Heart," 
with which Salinger was bitterly disgusted because the 
screenplay seemed to have turned it into a third-rate "boy 
meets girl" movie. Therefore, Salinger's attitude toward 
the movies is especially ambivalent. His opinion is that 
Hollywood is a playground for opportunism, and, as such, the 
materialistic notion of "making a quick dollar," in effect, 
prostitutes and maims serious art. 
In Salinger's fiction this attitude is perhaps best ex¬ 
pressed through Holden Caulfield's attitude toward the movies. 
His judgment that his brother D. B. is prostituting himself 
in Hollywood for example, shows that Holden does "hate the 
movies like poison,"^ as he does on several unlikely occa¬ 
sions: after the elevator boy beats him up**" and after Carl 
Luce abandons him in the bar (194-195)» His mixed feelings 
are shown by his remark that the movie at the Radio City 
Music Hall was "so putrid I couldn't take my eyes off it."^ 
1Ibld. 
^J. D. Salinger, The Catcher in the Rye (New York: 
Little Brown & Co., 195D » p. 4-* 
3Ibld.. p. 38, 
^Ibld.. p. 136. 
%bid., pp. 194-95. 
6 
Ibid., p. 179. 
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Because of Salinger's contemporaneity, one can readily 
see the things that he is condemning whether one agrees with 
him or not. Again this brings to mind the question: What 
is the significance of Salinger's protests as they relate to 
the twentieth century? Salinger is speaking of American cul- 
cure in the twentieth century in much the same way as the roman¬ 
tic poet Wordsworth spoke of society in the early nineteenth 
century : 
The world is too much with us, late and soon. Getting 
and spending, we lay waste our powers. Little we see 
in nature that is ours.1 
Both writers seem to be saying that man loses something 
of himself when he allows materialistic preoccupations to get 
the better of him. 
Even though Salinger is not calling for a pantheistic 
identification with nature, as did Wordsworth; there exists 
a parallel between the two writers in that they both see so¬ 
ciety as a corruptor of childhood innocence. For Wordsworth, 
"the child is father of the man" and for Salinger the child 
is "the catcher in the rye," catching innocent children be¬ 
fore they fall over "some crazy cliff" into the "phony world" 
of "adultism." 
The identification of the meaning of life with material¬ 
ism was also what Emerson had in mind when he wrote: 
'Tis the day of the chattel 
^"William Wordsworth, "The World is Too Much With Us," 
in The Literature of England, eds. Woods et al. (New York: 
Macmillan Co., 1950), p. 680. 
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Web to weave, and corn to grind, 
Things are in the,saddle, 
And ride mankind, 
Emerson’s use of the word "things” expresses a preoccupation 
with materialism. In a book called Social Problems in America, 
Harry Bredemeier and Toby Jackson suggest that Americans are 
materialistic by default, that they try to use "things" to 
express their search for the meaning of existence: 
In an age of anxiety, we hope that science can save us. 
In an age which has lost Its faith, we turn to tangible 
reality—to stall showers, air-conditioned cars, frozen 
foods, television, jet airplanes—and try to forget that 
the basic questions remain unanswered. When satisfac¬ 
tions are not forthcoming, when the individual finds 
himself failing to live up to the adequacy, worthiness, 
gratifications, or security standards of American so¬ 
ciety one possible response is to emphasize "things" 
even more relentlessly. 
Salinger expresses this preoccupation with "things" 
through his almost naturalistic use of detail. Some of the 
"things" he mentions are kleenex, cigarettes, ashtrays, tele¬ 
phones, convertibles, long sleek shiny Cadillacs, camel's 
hair coats, nail lacquer, diamond rings, cameo brooches, silk 
dresses, or long white dressing gowns. Whenever these "things" 
are mentioned or used in the respective stories Salinger is 
pointing an accusing finger at those who have misplaced 
values; those who are neglecting the more meaningful aspects 
Ralph W. Emerson, "Ode Inscribed to W. H. Channing," 
in Poetry of the New England Renaissance, ed. George F. 
Whicher (New York: Holt, Rinehart Sc Winston, 1965), p. 66. 
W. H. Channing, a nephew of the Reverend William Ellery 
Channing, was active in the anti-slavery crusade. 
2 
Harry C. Bredemeier and Toby Jackson, Social Problems 
in America (New York: John Wiley Sc Sons, Inc., 1966), p. 83. 
of existence for a status symbol or a material luxury. 
A good example of this kind of preoccupation can be 
seen in the opening paragraphs of "A Perfect Day for Banana- 
fish." The following lines portray Muriel Glass as a person 
too preoccupied with a petty "thing" like a bottle of nail 
lacquer to answer the phone call to discuss her husband's 
pressing mental breakdown: 
There were ninety-seven New York advertising men in 
the hotel, and, the way they were monopolizing the long 
distance lines, the girl in 507 had to wait from noon 
until almost two thirty to get her call through. She 
read an article in a women's pocket-size magazine, called 
"Sex is Pun or Hell." She washed her comb and brush. 
She took the spot out of the skirt of her beige suit. 
She moved the button on her Saks blouse. She tweezed two 
freshly surfaced hairs in her mole. When the operator 
finally rang her room, she was sitting on the window 
seat and had almost finished putting lacquer on the nails 
of her left hand. 
She was a girl who for a ringing phone dropped exact¬ 
ly nothing. She looked as if her phone had been ringing 
continually ever since she had reached puberty,1 
In these and the following lines Salinger is howing how a 
person can be too busy doing absolutely nothing to attend 
important things. 
With her little lacquer brush, while the phone was 
ringing, she went over the nail of her little finger, 
accentuating the line of the moon. She then replaced 
the cap on the bottle of lacquer and standing up, passed 
her left,—the wet—hand back and forth through the air. 
With her dry hand she picked up a congested ashtray from 
the window seat and carried it with her over to the night 
table on which the phone stood. She sat down on one of 
the made-up twin beds and -pit was the fifth or sixth 
ring - picked up the phone. 
■^J. D. Salinger, "A Perfect Day for Bananafish," in 
Nine Stories (New York: Little Brown & Co., 1953)» p. 3. 
2Ibld ., p. 4» 
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The blase, detached attitude with which Muriel handles the 
phone call is the characteristic manner in which she handles 
Seymour's breakdown. She ignores Seymour's strange behavior 
just as she ignores the ringing phone and her mother's pleas 
that she come home. 
When Sybil, the little girl on the beach, asks Seymour 
where his wife is, he answers: 
That's hard to say, Sybil. She may be in any one of a 
thousand places. At the hairdresser's. Having her hair 
dyed mink. Or making dolls for poor children in her 
room. 
This is a comment on misplaced values. The question Salinger 
is asking is which is the nobler cause. 
Whenever there is a recurring motif or a constant repe¬ 
tition of some act in an author's works, he has a purpose in 
mind* Therefore, the writer has concluded that Salinger's 
preoccupation with "things" like cigarettes and ashtrays 
means that he is showing how Americans are preoccupied with 
"things." Very often in his fiction as in the above passage 
Salinger will have a character interrupt an important action 
to get a cigarette or move an ashtray. 
In "Uncle Wiggily in Connecticut," a story about sup¬ 
pressed lesbianism, Eloise and Mary Jane interrupt their 
conversation about Eloise's daughter Ramona several times 
to light a cigarette or reach for ashtrays. 
"Sure?" said Eloise. "Gimme a cigarette." Mary 
1Ibid.. p. 6. 
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Jane extended her pack of cigarette^ saying "Oh, I'm 
dying to see her. Who does she look like now?" 
Eloise struck a light. "Akim Tamiroff." 
"No, seriously." 
"Lew. She looks like Lew. When his mother comes 
over the three of them look like triplets." W'ithout 
sitting up, Eloise reached for a stack of ashtrays on 
the far side of the cigarette table. She successfully 
lifted off the top one and set it down on her stomach. 
"What I need is a cocker spaniel or something," she 
said. "Somebody that looks like me."1 
These interruptions for cigarettes occur throughout Salinger's 
fiction. The writer is of the opinion that someday a learned 
thesis will be written on "The Use of Cigarettes and Ashtrays 
in The Fiction of J. D. Salinger;" or since Salinger always 
tells what his characters are doing with each of his hands, 
a thesis may well be written on "The Use of Hands in Salinger's 
Fiction." For the moment, however, the writer feels that 
Salinger is using this as a means of criticizing American 
materialism. 
The opening lines of "Uncle Wiggily in Connecticut" 
show how people feel about material things: 
It was almost three o'clock when Mary Jane finally found 
Eloise's house .... Mary Jane . . . had found the 
house twice before, but Mary Jane just wailed something 
ambiguous about her box of kleenex and rushed back to 
her convertible. Eloise turned up the collar of her £ 
camel's hair coat, put her back to the wind and waited. 
Salinger mentions the "convertible" and the "camel's hair 
coat" in an almost mocking tone. In this case it might be 
said that he is satirizing misplaced values via status symbols. 
^J. D. Salinger, "Uncle Wiggily in Connecticut" in 
Nine Stories (New York: Little Brown & Co., 1953)» p. 24» 
2Ibid., p. 19. 
27 
Eloise's comment that "If Lew's mother dies . . » she'll 
probably leave me some old monogrammed icepick or some¬ 
thing,"^ portrays her as an unsentimental status seeker, 
who has somewhere along the way misplaced her values, 
Salinger's view on the matter of materialistic pre¬ 
occupation can be compared to Aldous Huxley's view in Brave 
New World. Huxley's argument involves two points: (a) a 
misinterpretation of science tends to undermine faith gen¬ 
erally, and (b) the everyday business of life tends to be 
regarded as the main point of life. Although he does not 
explicitly denounce the preoccupation with "things" the way 
Salinger does, Huxley implies that materialistic standards 
of evaluation have crept into sectors of American life where 
2 
they should not be. 
The writer feels that the study of an author as a so¬ 
cial critic invariably raises a question about how the philo¬ 
sophical and political conditions of the time affected his 
writing. Even though Salinger's fiction is not intended to 
be political the attitudes implicit therein on such questions 
as the nature of good and evil and the relationship of man 
to society underscore a long standing antagonism in Western 
1Ibid,» p. 20. 
p 
Aldous Huxley, Brave New World (New York: Doubleday, 
Doran 3c Co., 1932), This book is a famous English novelist's 
description of materialism carried to its stupefying extreme. 
Cf, Sinclaire Lewis, Babbitt (New York: Harcourt, Brace 3c 
Co., Inc., 1922). Lewis' pitiless caricature of American 
materialism has made Babbittry a part of the English language. 
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thought—one which has existed in America since Anne Hutchin¬ 
son was banished from the Massachusetts Bay Colony. 
Salinger's fiction is rooted in the tradition of liberal 
humanitarianism: 
Beginning in this country with the rebellion against the 
heavy hand of Calvinist Orthodoxy and its doctrine of 
predestination by such non-conformists as Anne Hutchin¬ 
son and Roger Williams, the humanitarian tradition was 
gradually secularized as religious enthusiasm gave way, 
throughout the lfîth century to the lucid rationality of 
the enlightment. 
The fundamental theories of the tradition received per¬ 
haps their most literate expression in the writings of Shaftes¬ 
bury and Rousseau. Later the tradition was readily adopted 
by the romantic poets of the early 19th century. At the same 
time, it became allied with liberal politics and, in this 
country, manifested itself in the proliferation of reforms 
ranging from abolition to the agrarian communism of Brook 
2 
Farm. 
A fundamental tenet of the humanitarian tradition is 
perfectabilitarianism--the belief in progress, the belief in 
man's innate capacity to better his social order through the 
exercise of good will and reason. Concurrent with this tenet 
is a belief in man's natural goodness and distrust of social 
institutions. Thus Rousseau believed that the American 
Indian was noble because the more primitive the institutions 
■'"Francis E. Kearns, "Salinger and Golding: Conflict 
on Campus," America, January 26, 1963, p. 136. 
2Ibid., p. 137. 
29 
of a society, the more noble would its citizens be. Men are 
naturally good; when they are evil it is because their society 
is evil. 
The critic Albert Fowler asserts that J, D. Salinger's 
picture of man sickened by society reflects the idea pro¬ 
pounded by Rousseau and the disciples of naturalism, of the 
individual born good and corrupted by institutions.^ 
Salinger's theme of the child pictured as the innocent 
victim inacruel adult world, shows how he is influenced by 
2 
Rousseau, Holden Caulfield, an innocent and painfully sen¬ 
sitive teenager, cracks up against the obduracy of a depraved 
society. Seymour Glass of the famous Glass saga, is sickened 
by the socisl pretentiousness around him. He finds that he 
cannot learn to love; therefore, his life ends in suicide. 
Franny Glasses' spiritual crisis is a result of the fact 
that she is sickened by the "phony" adult values and the 
3 
social conformity which she sees around her. 
Further justification of Salinger's fiction as an at¬ 
tack on American culture can be seen in the way he satirizes 
institutions. His attacks on the institution of marriage, 
family, religion, and education reflect the Rousseauistic 
influence• 
^Albert Fowler, "Alien in the Rye," Modern Age, I 
(Fall, 1959), 195. 
p 
This theme receives full treatment in Chapters III 
and IV of the present study, 
^Cf. Chapter III. 
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Salinger also satirizes pretentious social conventions. 
For instance, Buddy Glasses' recounting of Seymour's wedding 
day^ in "Raise High the Roofbeam Carpenters" has been called 
a satire on the pretentious social convention—a society 
wedding. "Franny" has been called a satire on Academic Life 
2 
in America, and more specifically on college dating. 
"Pretty Mouth and Green My Eyes" is a telling satire on 
marriage. The story is ironical from the beginning in that 
a distraught husband is looking for his wife. In his search 
he telephones a good friend of his who is ostensibly referred 
to as "the gray-haired man." The irony of the situation is 
that the man's wife is comfortably lodged In "the gray-haired 
man's" arms when her husband calls. After a long conversation 
about how he cannot trust his wife the distraught husband 
confesses : 
We're mismated, that's all. That's the whole simple 
story. We're just mismated as hell. You know what she 
needs? She needs some big silent bastard to just walk 
over once in a while and knock her out cold - then go 
back to reading his paper. That's what she needs. 
I'm too goddam weak for her. I knew it when we got 
married. I swear to God I did. I mean you're a smart 
bastard. You've never been married, but now and then 
before anybody gets married, they get the flashes of 
what Its going to be like after they're married. I 
^"Seymour fails to show up for his elaborately planned 
society wedding and later elopes with the bride from the 
family apartment. 
2 
Cf. The Catcher in the Rye. 
^Cf. "A Perfect Day for Bannanafish," "Seymour, an 
Introduction," "Pretty Mouth and Green My Eyes," and "Uncle 
Wiggily in Connecticut," all reprinted in Nine Stories. 
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ignored 'em, I ignored all my goddam flashes. I'm 
weak. That's the whole thing in a nutshell. 
In this very telling confession, Salinger is satirizing 
marriage as one of the institutions made corrupt by society. 
The neuroticism inculcated in man as a result of the pressures 
of society cause him to lose sight of the purpose of these 
institutions. 
In another comment about his wife, the young man re¬ 
marks : 
.... She hasn't got any goddam brains] She's an 
animal] 
The gray-haired man his nostrils dilating, appeared 
to take a deep breath. "We're all animals," he said. 
"Basically, we're all animals." 
Like Hell we are. I'm no goddam animal. I may be 
a stupid, fouled-up twentieth-century son of a bitch, 
but I'm no animal. Don't gimme that. I'm no animal.2 
This passage has its Rousseauistie undertones. In language 
which is no less than obscene, Salinger tells what he thinks 
the twentieth century has done to man. In other words, the 
twentieth century has taken man beyond the noble savage stage, 
beyond that innocent state of Rousseauistie animality to that 
state of corruption necessary for survival on twentieth-cent¬ 
ury terms. 
In an article entitled "Seventy Eight Banana^" William 
Wiegand discusses the vision of Salinger's heroes: Holden 
Caulfield, Seymour Glass, Teddy, Franny, Zooey, Daumier- 
^■J. D. Salinger, 
Nine Stories. 




Smith and the rest. Weigand asserts that "the important ques¬ 
tion in Salinger's fiction is why these intelligent highly 
sensitive, affectionate beings fight curious, gruelsome 
battles, leaderless, and causeless in a world they never made."'*' 
Wiegand admits that "in simple terms they are a family of non- 
2 
conformists . . . ." But he adds that his, however, "is not 
traditional nonconformity. Logically, the enemy of the non¬ 
conformist is society or some oppressive segment of society 
. . . but Salinger's heroes are not so much the victim of so- 
ciety as of their own spiritual illness.""^ 
If one were to agree with Wiegand, i.e., that Salinger's 
heroes are the victims of their own spiritual illness, it 
would not follow that Salinger's philosophy is Rousseauistic. 
The writer, however, sees the suffering of Salinger's heroes 
as the outrageous assault on private innocence by social 
depravity; thertfore, it does follow that Salinger's philosophy 
is Rousseauistic. 
In this chapter of the present study Salinger has been 
presented as a satirist and a social critic. This has been 
effected through two broad divisions. The first division 
treats Salinger and contemporary society. In this division 
the writer is concerned with Salinger's attack on materialism 
William Wiegand, "J. D. Salinger: Seventy Eight 




and misplaced values in American culture. The second division 
is concerned with Rousseauism as the background for Salinger's 
attitude toward the institutions which he criticizes. 
CHAPTER III 
THE CATCHER IN THE RYE: A PROTEST AGAINST 
ACADEMIC AND SOCIAL CONFORMITY 
When The Catcher in the Rye made its appearance in 
1951» J. D. Salinger was heralded as the spokesman of a new 
generation. "Salinger," said one critic, has spoken with 
more magic, particularly to the young, than any other U. S. 
writer since World War II." 
An understanding of The Catcher must begin with Holden 
Caulfield, who is the catcher, the narrator, the protagonist 
--the reality of the novel. With a few possible exceptions 
(Phoebe?), nothing in the story is of importance except in 
its relationship to him. Like Stephen Dedalus in James 
Joyce's A Portrait of the Artist as a Young Man, Holden so 
occupies the center of attention that other characters do 
not really emerge from the story. In both novels the con¬ 
sciousness of the protagonist is the mirror in which the 
reader sees his environment and is able to see and know 
people only as one boy knows and sees them. One critic 
observes that "while Holden is a perceptive and sensitive 
observer, he is not a novelist; his intention is to create 
^James Stern, "Aw, The World's A Crumby Place," The 
New York Times Book Review (July 15> 195>1)> p. 5* 
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living beings for us, and bis opportunities for viewing and 
discussing the characters in his story are in most cases 
limited."1 
In A Portrait of the Artist, Stephen is interested in 
others only insofar as they affect him. But this is not true 
of Holden, who is interested in everybody—even a taxi driver 
who snarls at him, or an elevator boy who punches him. He 
is interested in understanding people, not with finding a way 
to use them. Therefore, no other character is important enough 
to Salinger's literary purpose to be fully developed. The 
reader does not, for instance, see enough of the nuns that 
Holden meets in a lunchroom; or of the prostitute who comes 
to his room, to know them fully as human beings. Some char¬ 
acters such as Allie and Jane do not even appear. 
J. D. Salinger's characterization of Holden Caulfield 
has led him to be classified as a satirist and a social 
critic. He uses Holden as a mouthpiece for his attacks on 
society. Holden Caulfield's protests and barbed comments 
about life have become familiar conversation in prep schools 
and on college campuses throughout the country. His target 
is a large one, and his animosity is directed towards every¬ 
thing and anything in American culture that could be damned 
with his favorite word "phony." 
Holden Caulfield claims a unique position in 
Frederick Gwynn and Joseph Blotner, The Fiction of 
J. D. Salinger (Pittsburgh: University of Pittsburgh Press, 
1963), p. Ü0. 
36 
contemporary literature. The college student's sense of 
identity with Holden is easy to explain because he shares 
many of their conflicts with the adult world. His preju¬ 
dices are honest and are directed mostly towards a society 
suffering from "insufficient love." The sardonic tone which 
he uses to aim at his targets has produced a wit that is as 
one critic termed it, "half humorous and half agonizing."^ 
Holden personifies the sensitive individual loose in 
a superficial world. He sees his society for what it is, 
and he longs for what he wants it to be. Holden is essen¬ 
tially a misfit. In an article entitled, "The Development 
of the Misfit Hero," Paul Levine asserts that "the basic pre¬ 
dicament in Salinger's stories is that of a moral dero forced 
to compromise his integrity with a pragmatic society." "What 
disaffiliates the hero," says Levine, "is his peculiar off- 
center vision which sensitizes and distorts his sense of 
2 
truth in a false world." He further asserts that "the 
hero's misfitness in the modern world resolves as a moral prob¬ 
lem rather than as the bitter fruit of social injustice."-^ 
Holden Caulfield's misfitness definitely is not the 
fruit of a social injustice which has been deliberately 
^Irving Howe, "Mass Society and Post-Modern Fiction," 
The Partisan Review, XXVI (Summer, 1959) , 1+2.2. 
2 
Paul Levine, "J. D. Salinger: The Development of 
the Misfit Hero," Twentieth Century Literature, IV (October, 
1958), 92. 
3Ibld.. p. 93. 
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perpetrated by society; but through Holden's eyes society 
itself is at fault. 
Holden has managed to flunk out of one school after 
another with a distinctive blend of indifference and ease. 
He finds himself alienated from a society which he sees as 
short on compassion but overloaded with pretense and sham. 
He protests against a world where even the price of a set 
of luggage is enough to separate prep school roommates, 
where ambitions are hollow, and the purpose of school is to 
gather up sufficient wisdom (knowledge) so that someday you 
can buy a "long sleek, shiny Cadillac." Holden objects to 
the make-believe concern about the school's football team. 
He rebels against the pseudo-sophisticated conversations 
about girls, sex and liquor that seem to be the only subjects 
his schoolmates find meaningful. Caulfield believes that 
most of his "better adjusted" colleagues are phonies like 
the girls who meet him with false gusto, and evaluate their 
dates according to school affiliation. 
The critic Albert Fowler asserts that "J. D. Salinger's 
picture of man sickened by society reflects the idea pro¬ 
pounded by Rousseau and the disciples of naturalism, of the 
individual born good and corrupted by institutions."^ Both 
in the novel The Catcher in the Rye, and in the stories like 
"For Esme' with Love and Squalor" he shows an adolescent 
^"Albert Fowler,"Alien in the Rye," Modern Age. I 
(Fall, 1959), 193-97. 
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"trailing clouds of childhood and very much at odds with the 
world," Fowler feels that Salinger has inherited this argu¬ 
ment from a long tradition of writers, i.e., that nature is 
norm and ideal, and civilization alien and warping. Of all 
the voices raised in support of this theme Sigmund Freud 
probably spoke loudest when he said: "My secret conclusion 
was: since we can only regard the highest civilization of 
the present as disfigured by a gigantic hypocrisy it follows 
that we are organically unfit for it,"^ 
Although Freud was explicit in his belief that man is 
being constrained almost to the breaking point by social 
code and convention, his famous disciple and biographer 
Ernest Jones does not place Salinger’s novel in this frame 
of reference. Dr. Jones insists that the sense of aliena¬ 
tion he finds in Holden has been common to every sensitive 
adolescent for the past two hundred years. He considers it 
only a phase of growing up, only "an intimation, and in- 
2 
tuition of disaffection." 
Despite Mr. Jones' unsympathetic reviews there are 
other critics who have had more to say about the alienated 
individual. In an article entitled, "J. D. Salinger: Some 
Crazy Cliff" Arthur Heiserman and James E. Miller, Jr. 
presented an evaluation of Salinger's work. 
^Ernest Jones, Sigmund Freud: Life and Works, Vol. II, 
(New York: Basic Books, 195>J+), 
2  
Ernest Jones, "J. D, Salinger: The Adolescent Hero," 
The Nation, XIII (Spring, I960), 162. 
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They place The Catcher In the Rye In the epic tradition 
of the quest which seems to them the most profound in western 
fiction : 
It seems clear that J. D. Salinger's The Catcher in the 
Rye belongs to an ancient and honorable narrative tradi¬ 
tion, perhaps the most profound in western fiction. The 
tradition is the central pattern of the epic and has been 
enriched by every tongue; for not only is it in itself 
exciting but also it provides the artist a framework 
upon which he may hang almost any fabric of events and 
characters.^- 
And with that, Heiserman and Miller range Holden Caulfield 
along beside those great outcasts, Stephen Dedalus, Hans 
2 
Castrop, Huck Finn and Prince Myshkin. Holden Is pictured 
full of love and courage, innocent and good. He pierces 
the shams and deceits and vulgarity of a phony society that 
at last he has no escape except a mental institution. 
The final sentences of this perceptive Salinger 
analysis give an answer to the question raised in Fowler's 
article "Alien in the Rye." (Supra) i.e. How deep is the 
split between the individual and his society?: 
As we leave Holden alone In his room in the psychiatric 
ward, we are aware of the books last ironic incongruity. 
It is not Holden who should be examined for a sickness 
of the mind, but the world in which he has sojourned and 
found himself an alien. To "cure" Holden he must be 
given the contagious, almost universal disease of^phony 
adultism; he must be pushed over the crazy cliff.-5 
Arthur Heiserman and James E. Miller, Jr., "J. D. 
Salinger: Some Crazy Cliff," Western Humanities Review. X 
(Spring, 1956), 129. 
2Ibld. 
3Ibld., p. 130. 
ko 
Salinger has no trepidations about the things which he 
allows Holden or for that matter any of his characters to say 
about society or religion. Perhaps he is in accord with Wayne 
Burns who, in an article entitled "The Novelist As Revolution¬ 
ary" defends the novelists right to condemn society without 
fear of criticism. He claims that first and foremost the 
novelist is an artist, and as such cannot be judged on the 
basis of moral and religious values. "If he is not granted 
complete and unqualified freedom to write as he pleases," 
Burns argues, "the novelist must somehow contrive to wrest 
that freedom from society or cease to be an artist."^" 
This is the price of modern fictional art; and if we are 
to pay that price, we must be prepared to accept and en¬ 
courage the serious novelist as we do the scientist as 
a kind of madman and revolutionary. 
The pertinent part of the bargain is that while the artist 
is free to castigate society for its sins, society is warned 
to withhold criticism of the artist for fear of maiming or 
killing him. It is on the naturalistic premise that the 
good is found in the individual and the evil in society 
that such a bargain can be made. 
Thus, Salinger, though not as vehemently as a satirist 
like Jonathan Swift, freely castigates society through 
Holden Caulfield. Holden's protests supersede the social 
and academic life around him, for he finds that the adult 
^Wayne Burns, "The Novelist As Revolutionary," Arizona 
Quarterly, X (Pall, 1956)» 87. 
2 Ibid. 
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world is little better. He suffers over the adult world's 
preoccupation with material things rather than the feelings 
of one person for another. He balks at New York congestion, 
and a world that is too mechanical and organized. He seethes 
in nightclubs filled with phonies who get excited over their 
proximity to would-be celebrities who entertain at these 
places. Holden is repelled, also, by the socisl climbers 
who warm up during a telephone conversation only after the 
mention of probably Princeton, or a similarly appreciated 
university. 
Holden's objection towards parental and school authority, 
as well as the phony ideas and hollow ambitions that tarnish 
a world he wishes to love, have been stock criticisms of the 
day. Yet the vigor and the satire with which he attacks his 
targets often have brought upon both the character and the 
author the wrath of critics searching for weaknesses in his 
stand. Maxwell Geismar acknowledges that "The Catcher in 
the Rye is a protest, to be sure, against both the academic 
and social conformity of its period. But what does it argue 
for?"1 
Heiserman and Miller agree in "Some Crazy Cliff" that: 
The central theme in Salinger's work is stated explicitly 
in one of his best short stories, "For Esme with Love and 
Squalor." Salinger quotes a passage from Dostoevsky: 
"Fathers and Teachers, I ponder "What is Hell?" I main-? 
tain that it is the suffering of being unable to love."^ 
1Geismar, op.cit. 
p 
Heiserman and Miller, op.cit. 
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This is the answer to Geismar's question. What Holden is 
asking for in his rebellion, and through his futile search 
for companionship and the final despair that brings him 
close to mental collapse, is a world where there is more 
love and more honesty among men. Then Holden finds that he 
is running out of people to whom he can turn and his deter¬ 
mination to escape the cross world around him becomes firmer 
in his mind, he calls on one of his favorite teachers and 
family friends who reminds him that he is ", . . not the 
first person who was ever confused and frightened and 
sickened by human behavior.” (Catcher) The reader may take 
the view of Holden's best-loved companion and younger sister, 
Phoebe, who sees her brother not really . . . liking any¬ 
thing that's happening.” 
The critic Peter J. Seng published an article in 
College English under the title "The Fallen Idol: The 
Immature World of Holden Caulfield.” According to Seng 
"What disturbs Holden about the world ... is adults and 
adult values. He sees that the world belongs to adults 
and it seems to him that they have it filled with phoniness, 
pretense, and social compromise.^" He would prefer a world 
that is honest, sincere, and simple. He is looking as one 
2 
critic, Ihab Hassan, notes, for "the simple truth.” Seng 
^"Peter J. Seng. "The Fallen Idol: The Immature World 
of Holden Caulfield,” College English, XXIII (December, 1961), 
205. 
p 
^Ihab Hassan, "Rare Quixotic Gesture” from Radical 
Innocence (Princeton: Princeton University Press, 1961) 
p. 280. 
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believes that ’’such a quest is doomed from the start: there 
are no simple truths." "In a complex modern society truth 
too, is complex and a certain amount of social compromise 
is necessary."^ 
What Mr. Seng does not realize, however, is that it 
does not matter whether or not the reader sides with Holden 
and shares his views, or admires his refusal to compromise. 
It is important to realize that before any social criticism 
can be taken seriously it must offer some alternatives or 
perhaps some affirmation to balance the maladies such as 
those which Holden attacks with such satire and candor. 
Holden tells Phoebe that he likes his dead brother 
Allie, who possessed the ability to combine both intelli- 
2 
gence and compassion. Holden also holds in deep respect 
the memory of a previous classmate who jumped to his death 
from a dormitory window rather than be bullied into re¬ 
tracting a statement. These seem to be the only two people 
3 
who have meant anything to Holden. 
Maxwell Geismar sees in Holden Caulfield "the differen¬ 
tial revolt of the lonesome rich child, the conspicious dis- 
plsy of leisure class emotions, the wounded affections, 
never quite faced, of the upper-middle class orphan."^- 
^Seng, loc.clt. 
2 
J. D. Salinger, The Catcher in the Rye, op.cit., 
3Ibid. 
^"Geismar, op.cit., p. 198. Supra, Introduction. 
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Geismar sees this advisedly as "the New Yorker" school of 
ambiguous finality at its best. "But Holden’s real trouble," 
Geismar feels, is "as he is told by Phoebe: "he doesn’t 
like anything that is happening" (Supra, p* 9), Geismar sees 
this as "the peak of a well-to-do and neurotic anarchism—the 
one world of cultivated negation in which all those thousands 
of innocent pure little children are surely as doomed their 
would-be and somewhat paranoid savior." (Holden) "I have a 
feeling that you are riding for some kind of terrible fall," 
says the last and best teacher in Holden's tormented academic 
career. Geismar feels that "even this prophetic insight is 
vitiated by the fact that Mr. Antolini too, is one of those 
"flits and perverty guys from whom the adolescent hero 
escapes in shame and fear."^ 
Geismar is, in effect, commenting on the child being 
pictured as the innocent victim in a cruel, adult world. 
This has long been a popular theme in Western Literature. 
This same theme is embodied in much of J. D. Salinger’s 
work, and it is best studied through the relationship of 
his characters. 
For instance, the hero of "For Esme with Love and 
Squalor" is an American soldier who driven too near psy¬ 
chosis by five campaigns of World War II and a moronic 
jeepmate, is saved in an act of childish love by two re¬ 
markable English children. According to Heiserman and Miller 
^"Maxwell Geismar, op.cit., p. 198. 
"This Love must be spelled with a capital for it is not the 
love of the courtly romances and "Dover Beach". ..." This 
love is the dominant trait of all Salinger's heroes, and when 
it is thwarted the hero either shoots himself as does the 
veteran with "battle fatigue" in "A Perfect Day for Banana- 
fish," or goes beserk or melancholic as do the heroes of 
The Catcher in the Rye and "Uncle Wiggily in Connecticut."^ 
But when on the other hand a person finds a way to love the 
world, then that person is saved from madness and suicide as 
is the soldier in "For Esme," "Salinger thus diagnoses the 
neurosis and fatigue of the world in one simple way: If we 
p 
cannot love, we cannot live."c 
The critic Leslie Fielder, points out that the recurrence 
of the innocent child victimized by society was a popular con¬ 
cept in the work of Charles Dickens, where characters such as 
Little Nell, Tiny Tim and Oliver Twist found that "all adult 
3 
society was a conspiracy against childhood." Fielder has 
asked for a reassessment of the "... innocence of the 
child, to reveal it as a kind of moral idiocy ... (and) 
. . . in the place of the sentimental dream of childhood, 
writers like Faulkner and Vladimir Nabokov have been 
creating for us a nightmare in which the child is no longer 
^Heiserman and Miller, loc.cit. 
2Ibid. 
3 
^Leslie Fielder, An End to Innocence (New York: 
Macmillan Co., Inc., 1963), p. 201. 
rapist, raped, strangled or seduced but is himself . . . 
murderer and seducer. 
In the final analysis, Holden Caulfield’s criticisms 
do not rest solely with a world that bulges with phonies 
and pretense so much as it rests with man's dilemma. 
Eolden too is caught in that adolescent ’’twilight zone" 
between the past security of childhood and the inevitable 
steps of growing up, growing old, and somewhere in the 
maturing process facing eventual death. He is not only re¬ 
pulsed by the social forces brought to bear upon the adults 
of this world but depressed by the physical deterioration 
that comes with age. He sees Mr. Spencer, his history 
teacher, as a senile man who causes one to wonder as to the 
current and continuing purpose of his (Mr. Spencer’s) life. 
Holden finds Mr. Spencer's appearance as well as his physical 
surroundings (in his room) unpleasant with medicines and pills 
scattered all over, and a distinct flavor of vicks nose drops 
permeating everything. He sees Mr. Spencer in his bathrobe 
and pajamas and finds this a most depressing sight: 
The minute I went in, I was sort of sorry I'd come. He 
was reading the Atlantic Monthly and everything smelled 
like Vicks nose drops. It was pretty depressing. Old 
Spencer had on this very sad, ratty old bathrobe that 
he was probably born in or something. I don't much 
like to see old guys in their pajamas and bathrobes 
anyway. Their bumpy old chests are always showing. 
And their legs. Old guys legs, at beaches and places, 
always look so white and unhairy. 
1Ibld.. p. 206. 
2 
J. D. Salinger, The Catcher in the Rye, op.cit., p. 7* 
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All these thought processes (Holden’s) Indicate a developing 
or coming to grips with reality (i.e.) growing up assuming 
responsibility, gorwing old, and somewhere deep inside, the 
possibility of dying. This is the knowledge with which Holden 
cannot cope. 
It can be concluded that Holden Caulfield, as well as 
most of Salinger's other heroes and heroines, are protesting 
against the order of things in society. The protests are 
against academic, religious, moral and social conformity. 
Many critics say that Salinger'3 heroes are disturbed. 
This is true. But Maxwell Geismar, and the other critics 
who have decided that Salinger evades the answer to the 
question raised by his fiction, are in error. 
Holden Caulfield, for instance is more than just a 
satirist. Through all his experiences he remains com¬ 
passionate. Whether his contemporaries are indifferent 
boors, or girls, he remembers them best because they keep 
their kings in the back row during a game of checkers. 
Holden has a tenderness towards their isolation and suffering. 
This tenderness suggests that Salinger's fiction, then, 
is arguing for a Whitmanesque, all embracing love of mankind, 
which can only be effected when people first learn to love 
themselves 
CHAPTER IV 
SALINGER'S TECHNIQUE AND ITS RELATION TO 
HIS ATTACKS ON SOCIETY 
It is hoped that the final chapter of this study will 
show that nuances of style and temperament dictate that 
J. D. Salinger writes the way he does. More specifically, 
the writer proposes to show how the artist arrives at what 
the reader sees as his amusing and sometimes hilariously 
funny criticisms of society. 
The preceding chapters have shown that J. D. Salin¬ 
ger's constant theme is that of the incompatibility of the 
child's world and the adult's world. This chapter is intend 
ed to point out that Salinger achieves this contrast through 
an expert handling of detail and dialogue, and a reconstruc¬ 
ting of a language which is peculiar to the twentieth century 
Therefore, this chapter will show that the real achievement 
in Salinger's fiction rests not with his ribald attacks on 
the order of things, but with the manner in which it is 
developed. 
The most unique aspect of Salinger's method of writing 
fiction is his almost consistent use of the theme of the 
child, pictured as the innocent victim in a cruel adult 
world. By using this theme Salinger is able to bring his 
grievances to the attention of society through the critical, 
candid eyes of youth. 
The writer feels that this technique is advantageous 
to Salinger for several reasons. One is that a very young 
person is likely to speak more candidly about the things 
which displease him, than one who has reached that nasty 
stage of "adultism" and is, as such, thoroughly imbued with 
its principles. Therefore, Salinger's use of the adolescent 
hero lends credibility to his views. Another reason is that 
the author himself feels at home with this theme because of 
his own innate attachment to the cult of the child. 
Salinger, as has been shown above,'*' is a reticent man 
who deliberately makes himself inaccessible to the public. 
He refuses to communicate with the press, but the few facts 
available about his life reveal that he has always had an 
almost abnormal attachment to children. 
One evidence of this is that "most of Salinger's so¬ 
cial life in the early days of his New England isolation 
O 
was provided by the teenagers of nearby Windsor Vermont." 
Salinger frequently met these young people for long con¬ 
versations, in their hangout, Nap's Lunch. But an interview 
with one of the girls was published in the local paper. It 
created somewhat of a furor. As a result, Salinger ended 
his relationship with the teenagers "to this very date."3 
^Supra. 
^G-wynn and Blotner, op. cit., p. 20. 
3Ibid. 
5o 
The fact that Salinger has always had this kind of a 
relationship with children does tell his readers something 
about his personality. His relationship with these teenagers, 
for instance, can be explained in two way3. One is that he 
could, in the Hemingway tradition, have been attempting to 
live with and experience the problems about which he wrote; 
or he could simply have been succumbing to a desire to be 
around children. 
The writer has discovered, through a careful perusal 
of Salinger’s fiction, that many of his children are, as 
Alfred Kazin prefers to call them, "child-saviors,” repre¬ 
senting truth and innocence and the all wise."*" The most 
famous of the "child-saviors" in Salinger’s work is the 
precocious twelve year old girl who brings a soldier back 
from a nervous breakdown in his short story "For Esme with 
Love and Squalor." Sybil plays the same role for Seymour 
before his suicide in "A Perfect Day for Bananafish." And 
in The Catcher in the Rye it is Phoebe, Holden's ten year 
old sister, who serves as "child-savior" and epitomizes 
the lost innocence which Holden knew in childhood and finds 
2 
lacking in the adult world. 
The best known of Salinger's young prodigies is Teddy 
who appears in the story which bears his name. Teddy is 
■^Alfred Kazin, "Everybody's Favorite," The Atlantic, 
CVIII (August, 1961), 28. 
2Ibid., p. 29. 
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presented with a physical posture of a ten year old, and a 
far superior mental posture. Teddy qualifies his statements, 
he speaks in a precise manner about his mystic views and, as 
Salinger states, "each of his phrasings was rather like a 
little ancient island innundated by a sea of whiskey."^ Yet 
Teddy can give his father a childlike look that is "whole and 
pure" and serve as well as an authority on Japenese poetry, 
an expounder of the Vendantic theory of reincarnation, and 
a mystic who predicts his own death. "I was six when I saw 
that everything was God," he tells his adult listener, "and 
my hair stood up, and all that." Teddy’s father remarks of 
him, "He looks precocious for God's sake."*? 
All of Salinger's best known children are precocious 
and some are prodigies capable of being blase, authoritative, 
all wise and yet innocent. They explain their conflicts with 
their parents, with all adults, in a most logical fashion. 
Yet according to Salinger, the child's world and the adult 
world continue to be incompatible. 
Arthur Mizener links Salinger with Mark Twain, Ring 
Lardner and Ernest Hemingway as writers who "... depend 
more than most writers on the fine shading of style to 
^■J. D. Salinger, "Teddy," Nine Stories (New York: 
Little Brown & Co., Inc., 1953)» P. 175• 
2Ibid., p. l80. 
3Ibid.. p. 169. 
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convey meaning."^ Mizener points out that all three pride 
themselves on their use of ". . . homely American speech" 
with great accuracy, but say things with it that few homely 
Americans are wholly conscious of: 
It is the Glass children's effort to convey the full 
sense of their situation that leads them to talk the 
way they do. They must speak the language of the place 
where they were born, went to school, were run over; it 
is their native language, the only one wholly theirs, 
just as the place itself is. But they need to express 
in this language an understanding of experience which, 
if it is possessed in some degree by many Americans, is 
wholly clear to only a few of them; a similar insistence 
on out of the colloquial American speech of their communi¬ 
ties is evident in Mark Twain and Ring Lardner .... 
.... Zooey is a small man who makes a habit out 
of smoking pavatelas; like so many of the Glass children's 
activities, "the cigars are ballast, sweetheart." "Sheer 
ballast." "If he didn't have a cigar to hold on to, his 
feet would leave the ground. We'd never see our Zooey 
again. 
The Glass children cannot escape being the "supremely aware," 
people they are, nor can they escape knowing that they must 
be "members of a particularly demanding and not very per¬ 
ceptive community." They are forced to live partly in the 
world of ordinary American experience and partly in a mixed 
Jewish-American culture. 
Even though Salinger is not the local colorist that 
Mark Twain is there are aspects of local color in his fic¬ 
tion. If a parallel were to be drawn, his local color 
would more nearly approximate that of William Dean Howells 
^"Arthur Mizener, "The American Hero as Poet," in The 
Sense of Life in the Modern Hovel (Boston: Houghton Mifflin 
Col, 19^), p. 209. 
2Ibid. 
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in that he restricts his characters to a certain region of 
the U. S., and uses an idiom peculiar to them. Salinger re¬ 
sists the invitation to go abroad and add a cosmopolitan 
flavor to his fiction the way Ernest Hemingway and Henry James 
have done before him. 
According to Paul Levine in his essay in Twentieth 
Century Literature, 
No writer of recent years has captured the New Yorker 
market of Connecticut emigres the way J. D. Salinger 
has. Prom the defiant Holden Caulfield to the stoic 
Mrs. Glass all of his characters are strictly the 
contented-tormented people who inhabit New York City 
and its suburbs. 
Holden Caulfield ultimately ends up in a West Coast sani¬ 
tarium, but the series of events leading up to his breakdown 
had their setting in New York City. 
Much of Salinger’s effectiveness in pointing out the 
guffaws of society in The Catcher in the Rye is a result of 
the carefully constructed everyday vernacular speech used 
by Holden Caulfield. The use of the first person narrative 
and the familiar tone which Holden used, makes the reader 
feel that he is an old acquaintance of Holden's and can 
thus take his criticisms without feeling offended. 
In an essay entitled "The Language of The Catcher in 
the Rye,11 Donald Costello emphasizes that the personal 
idiosyncrasies of Holden's speech are in ". . . keeping with 
the general teenage, language ... an artistic rendering 
of a type of informal colloquial teenage American speech." 
It is strongly typical and trite, yet often somewhat 
individual; it is crude and slangy and imprecise, 
imitative yet occasionally imaginative, and affected 
towards standardization by the strong efforts of 
schools 
The following lines which open The Catcher in the Rye 
are typical examples of Salinger's skill in reconstructing 
this "teenage language 
If you really want to hear about it, the first thing you'll 
probably want to know is where I was born, and what my 
lousy childhood was like, and how my parents were occupied 
. . . and a 11 that David Copperfield kind of crap .... 
My parents would have about two hemorrhages apiece if I 
told anything pretty personal about them. 
Holden Caulfield often has been compared to Mark 
Twain's Huckleberry Finn. He and Holden Caulfield have had 
their fill of what Huck calls "sivilization," both wish to 
turn their backs on society and to retreat to nature and a 
life that is not so complicated. Both are rebels and both 
3 
possess a fierce sense of justice and morality. Such a 
comparison, particularly in terms of thought and speech, 
is an accurate one and serves as an indication that J. D. 
Salinger’s Holden Caulfield stands beside Huck Finn as one 
of ". . . two youthful travelers who have earned their 
passports to literary immortality."^- 
According to Costello, a study of J. D. Salinger's 
"'"Donald Costello, "The Language of The Catcher in the 
Rye," American Speech, XXXIV (October, 1959), 1 til• 
2 
The Catcher in the Rye, op.clt., p. 1. 
^Edgar Branch, "Mark Twain and J. D. Salinger: A 
Study in Literary Continuity," American Quarterly, IX 
(Summer, 1957), l5&. 
^Ibid. 
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The Catcher in the Rye can be justified not only on the 
basis of literary interest, but also on the basis of lin¬ 
guistic significance: 
Today we study The Adventures of Huckleberry Finn (with 
which many critics have compared The Catcher in the Rye) 
not only as a great work of literary art, but as a 
valuable study in l881| dialect. In coming decades, The 
Catcher in the Rye will be studied, I feel, not only as 
a literary work, but also as an example of teenage ver¬ 
nacular in the 1950's. As such, the book will be a 
significant historical linguistic record of a type of 
speech rarely made available in permanent form. Its 
linguistic importance will increase as the American 
speech which it records becomes less current. 
Beyond this mastery of dialogue lies Salinger's skill 
at selecting detail, and making it work to evoke the reader's 
amusement or grief or merely his interest. 
It has been pointed out in Chapter I, that J. D. Salin¬ 
ger makes extensive use of detail in his fiction. It has 
been established that one reason for the use of detail is to 
point out American preoccupation with ma ter ial "things .11 It 
has been further concluded that this preoccupation with 
objects and persons in Salinger's fiction has been used as 
a means to an end. In this case, the end is an attack on 
2 
American culture. 
Just as Salinger's use of detail can be reduced to a 
literary device so can his use of the theme of the child 
pictured as the innocent victim in a cruel adult world be 
reduced to a device or a technique for inculcating his attacks 
^■Costello, op.cit., p. 172. cf. Heiserman and Miller, 
"Some Crazy Cliff," and Donald Barr, "Saints Pilgrims and 
Artists," op.cit. 
2 
Supra, Chapter I. 
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on society."*" 
Salinger also uses theatrical devices in his fiction. 
For example, in "Franny and Zooey" he employs the theatrical 
2 
trick of the telephone in the unused room. Another device 
which he uses is the act of recounting events that have 
happened in the past by a character who is playing an active 
part in the narrative. This can be seen in the flashback 
technique used in The Catcher in the Rye and the plot develop¬ 
ment through letters in "Zooey." 
The entire story "Pretty Mouth and Green My Eyes" is 
told over the telephone. Thus, the telephone is being used 
as a narrative device. In "Raise High the Roofbeam Carpen¬ 
ters," Buddy Glass recounts the principal events of his 
Brother Seymour's wedding day and the events leading up to 
his suicide in 19ij-8. Within the narrative Buddy gives the 
reader a verbatim account of a letter which he received from 
his sister Boo Boo Glass in which she insists that he attend 
Seymour's wedding. In this case, the letter is being used 
to set off the action. In "For Esme with Love and Squalor" 
the narrative is resolved by Sergeant X's recounting of the 
letter he received from Esme'. Therefore, it can be said 
that Salinger uses the letter and the telephone as a means 
of achieving communicability in his stories. 
"*"Supra, Chapters I and II. 
2 
Supra, Introduction, cf. "Pretty Mouth and Green 
My EyesT1^ 
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Aside from the use of gadgets and devices, Salinger also 
employs symbols in his fiction. In The Catcher in the Rye, 
for instance, the basic symbols are the carrousel, the base- 
call hat, and the ducks in central park. The carrousel sym¬ 
bolizes a child moving temporarily in the innocent world. 
If he keeps moving around in this non-finite direction he can 
be saved from the phony adult world. This symbolism of the 
carrousel can be paralleled with the symbolism of Holden's 
dead brother Allie, who is doomed to eternal childhood. 
This, in turn, can be compared to A. E. Houseman's viex>r that 
it is noble to die young, and thus remain untainted by the 
indelible corruption of adult society. 
An interesting problem in The Catcher in the Rye is 
the significance of the ducks upon which, on four occasions, 
Holden Caulfield muses. The first two of these meditations 
pose the problem: where do the Central Park ducks go in 
winter? The third mention of the ducks in Central Park occurs 
in a cab. Holden directs his question to the driver, Horwitz, 
who first conceals his ignorance by irritation, then dis¬ 
cusses where the fish go in winter, and concludes: "If you 
was a fish, Mother Nature'd take care of you, wouldn't she?"^ 
Finally, the ducks recur near the end of the novel. Holden 
walks through Central park seeking them. He finds the pond, 
but no ducks. He's cold, and he writhes at thoughts of the 
death of his brother Allie: "I know it's only his body and 
^The Catcher in the Rye, p. 83. 
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all that's in the cemetery, and his soul’s in heaven and all 
that crap, but I couldn’t stand it . . . After such 
thoughts, Holden tries to escape them, but cannot do so while 
in the park, and goes home to his sister Phoebe* 
On one level the pond and the ducks are functioning as 
an ironic contrast to the tension, struggle, and "life" of 
the city. This interpretation, however, ignores Holden's 
fundamental concern: what happens to the ducks in winter? 
Never does Holden get an answer. Why? The juxtaposition to 
the musings on ducks and death makes the reason clear. The 
ducks assert—rather humorously the existence of mysteries 
beyond explanation. If Holden had some religious faith, 
possibly he could see pertinence in Horwitz's faith in 
Nature; but lacking any faith Holden continually frets over 
the two questions: (l) where do the ducks go? and (2) what 
2 
is the meaning of death? 
The vexation of these questions - really the same ques¬ 
tion - is central to The Catcher, for it ultimately treats a 
boy’s attempts to come to terms with the mysteries of life 
and death. A central mystery about life is the reason for 
evil. For this evil—symbolized partially by Holden's 
vision of an omnipresent phoniness and profanity—Bolden 
finds an explanation. Evil is a part of life. From it one 
1Ibid., p. 8i|.. 
^James F. Light, "Salinger's The Catcher in the Rye," 
Explicator, XXIII (June, I960), Item 59* 
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cannot - should not - be protected completely. Such protec¬ 
tion prevents the child from coming to full life. Realizing 
this, Holden rejects the role of the "catcher" in the rye 
who would overtly protect the young (as he himself subcon¬ 
sciously desires to be protected). He accepts life, and 
rejects the death which so lures him, when he leaves the 
pond, the dark, and the cold of Central Park and goes toward 
Phoebe 
Arthur Heiserman and James E. Miller’s article, "Some 
p 
Crazy Cliff," in Western Humanities Review (Spring, 195&), 
deals in an extensive way with J. D. Salinger. The article 
focuses upon Holden Caulfield the protagonist of Salinger’s 
only novel, The Catcher in the Rye. Holden, who has been 
expelled from his third prep school returns to his home in 
New York City and is confronted by his little sister, Phoebe, 
the last of Salinger's delightfully ingenious children. Ad¬ 
monishing him for not applying "himself," Phoebe accuses 
Holden of not liking "anything that's happening," and of not 
wanting to be anything. But Holden replies: 
You know what I'd like to be? I mean if I had my goddam 
choice? ... I keep picturing all these little kids 
playing some game in this big field of rye and all. 
Thousands of little kids, and nobody's around—nobody 
big, I mean except me. And I'm standing on the edge of 
some crazy cliff. What I have to do, I have to catch 
everybody if they start to go over the cliff - I mean 
if they're running and they don't look where they're 
1Ibid. 
2 
Heiserman and Miller, op.cit. 
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going I have to come out from somewhere and catch them. 
That's all I'd do all day I'd just be the catcher in the 
rye and all. I know it's crazy, but that's the only 
thing I’d really like to be.1 
The vision of a benevolent protector who catches little 
children as they fall over "some crazy cliff" is the central 
image of the book. And it is an odd one. Reminiscent of 
Blake's "Songs of Innocence," Holden's "Catcher in the Rye" 
bears a striking resemblance to the Buddhist image of the 
2 
compassionate bodhisattva. 
In the Sanskirt tests of Mayhana Buddhism, the 
Vajradhvja Sutra enunciates the qualities of "The Bodhisatt¬ 
va 's Infinite Compassion." 
A Bodhisattva resolves: I take upon myself the burden 
of all suffering .... I have made the vow to save 
all beings. All beings must I set free. The whole 
world of living beings I must rescue from the terrors 
of birth ... of all kinds of moral offence, all 
states of woe ... of the jungle of false views . . . 
I must rescue all beings from the stream of Samsara.-^ 
Though the loss of innocence image is stated in many ways 
^The Catcher in the Rye, p. 179. 
2 
The scope of the present study does not permit an ex¬ 
tensive explanation of Salinger's religious commitments. It 
is a matter of fact, however, that Salinger first became in¬ 
terested in Zen Buddhism shortly after his return from the 
service in 194-&5 that his short stories from "Teddy" (1953) 
through "Zooey" (1957) and certainly "Seymour: An Intro¬ 
duction," are explicitly concerned with certain Buddhist 
doctrines. For one thing, the doctrine of satori (D. T. 
Suzuki defines satori as "an intuitive looking into the 
nature of things in contradistinction to the analytical or 
logical understanding of it . . .a mental hinge to a wider 
and deeper world") is very similar to the flashes of in¬ 
sight and vision which reveal to Salinger's characters the 
solutions to their problems. 
q 
"illan Watts, The Way of Zen (Mew York: Macmillan 
Co., 1959), p. 49. 
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(the Christian's original fall, the Classicist's lament for 
the Golden Age, the Romantic's child of nature corrupted by 
civilization) the above passage is a persuasive reason for 
considering Salinger's use of the image to be derived from 
the bodhisattva figure. 
It has been established that the loss of innocence 
image is one of the major themes in Salinger, In addition 
to that, this chapter has been concerned with Salinger's 
technique for making his attacks on society. First con¬ 
sideration has been givento Salinger's use of the child- 
savior technique which lends credibility to his candid 
views on society; secondly, consideration was given to 
Salinger's reconstruction of a language peculiar to the 
twentieth century, and thirdly to his use of detail and 
dialogue which help to set the stage for his views on so¬ 
ciety. The most famous example of Salinger's eye for de¬ 
tail is of course the catalogue of the contents of the 
medicine chest in the Glasses residence, but it was 
equally inspired to associate Holden for all time to come 
with a red hunting cap, which was aforementioned in this 
chapter as one of the major symbols in The Catcher in the 
Rye. The constant reappearance of Holden Caulfield in the 
red hunting cap leads pointedly to the expression of the 
central theme of the book which depicts Holden as a 
"savior" catching innocent children before they fall over 
"some crazy cliff into the "phony world" of "adultism." 
Ackley is made hateful with a few brief strokes and 
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Stradlater frightening with equally seeming facility. The 
measure of the artist is, of course, how artless he seems. 
In Salinger’s work this is nowhere better shown than The 
Catcher in the Rye. One of the chief critical laments, 
for example, about the Glass saga is that Salinger's per¬ 
sonality seems to obtrude too greatly. 
In spite of the enormous following Salinger has ac¬ 
quired, both among the public as readers and the public as 
critics, it is hard to predict what his reputation will be 
ten, twenty, or even thirty years from now. A great deal 
depends on the outcome of his involvement with the Glass 
family. It may be that this, his greatest effort, will 
fail. But it seems more certain that his short stories 
will be read and reread for many years to come not only for 
their obvious interest but as examples of complete mastery 
of the short-story form. And, if past response is any in¬ 
dication of what is to be, then certainly The Catcher in the 
Rye will be the most read and most loved of Salinger's books. 
Holden's adventures seem almost certain to take their place 
alongside those of Huckleberry Finn to whom he is so often 
compared. A high degree of human understanding and pro¬ 
fessional skill set both books apart and mark them for 
reading by each new generation of young Americans. Long 
after the dust has settled on the controversies now pro¬ 
voked by Salinger the Man and Salinger the Writer, Holden 
Caulfield's loathing of all that is "phony," his concern 
for the ducks in the lagoon in Central Park, and his 
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enchantment with his sister's innocence and joy are sure to 
win new legions of devoted readers. 
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